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William Blake lived seventy years (1757-1827) mostly in poverty and 
obscurity, although for a great stretch of that time he was in full creative 
vigour. His impact on his contemporaries was wholly incommensurate 
with his genius; yet ever since his death he has been recognized as having 
possessed one of the most original minds, both as a poet and as a painter, 
that this country’ has ever known. Few of the National Collections are 
without their fine examples of his pictures, while his better-known 
poems are now part of the current coin of English literature. The 
exploration of his genius, as Miss Raine shows in this essay, is still con¬ 
tinuing. 

Miss Raine’s poetry and critical articles have been appearing since the 
i93o’s in literary periodicals of the highest reputation in England and 
America. In her volumes of poetry, she has disclosed an art and 
experience that give her rare qualifications to write of Blake with insight 
and authority. Her Collected Poems appeared in 1956. 

In the last few years she has devoted much specialized study and 
research to Blake, and has a full-length book on him now in active 
preparation. In her view he ‘is a figure whose stature overtops all but 
the greatest men of genius that Englagth—or for that matter, the western 
world—has known’. 
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W hen Alexander Gilchrist published, in 1863, thirty- 
six years after the death of that great man, his 
Life of William Blake , he found it necessary to 
justify himself, in the very first paragraph, for writing a life 
of a painter and poet ignored by biographical dictionaries, 
and passed over in silence by critics of poetry and painting 
alike. Gilchrist, in quoting the opinions of Fuseli and Flaxman 
that ‘the time would come when the finest of Blake’s designs 
would be as much sought after and treasured .... as those of 
Michael Angelo now’ was exposing the critical reputations 
of these two distinguished artists to a grave risk—a risk, as 
it happens, that they have triumphantly survived; for dur¬ 
ing the first half of this century, Blake’s reputation both as 
poet and painter has so risen, that it is doubtful whether the 
discovery of a new drawing by Michelangelo could have 
caused more widespread delight, than the discovery, in 1949, 
of a new Blake painting, among the lumber of an English 
country house in Devonshire. (Many of Blake’s finest 
paintings have lain as lumber for a hundred years, and many 
are irretrievably lost.) The name of Michelangelo, indeed, 
seems to recur in connexion with Blake in an odd way; 
for Blake himself once described a mystical diagram by 
Jacob Boehme as equal to Michelangelo, the painter he 
himself chose as his measure of supreme greatness; and if 
to-day the name of William Blake stands with those of 
Chaucer, Shakespeare, and Milton among English poets; 
and occupies a place altogether unique among English 
painters, it remains as difficult to explain why this should be 
so, as why Boehme’s diagram should be as great as Michel¬ 
angelo. Blake, as a painter, is clearly no more the equal of 
the depictor of Adam, than as a master of language, he can 
be compared with Chaucer or Milton, still less with Shaken 
speare; and yet, all these strange comparisons remain just 
The genius of William Blake remains one of the most re¬ 
markable and potent that England has ever produced. One 
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might go so far as to say that Blake is one of the half-dozen 
greatest men of genius of the modem world. But, if one 
were asked to point to one single example of his work that 
could be compared to the paintings in the Sistine Chapel, or 
to King Lear , one could scarcely name the Job engravings, 
exquisite as these are, or the Songs of Innocence and Experience, 
trifles, fragile as bubbles on a running stream, that flash off 
visionary wisdom as radium gives off electrons. It is, in 
some indescribable way, the total phenomenon of William 
Blake, the vision behind the poems, the engravings, the 
aphorisms and the life of that obscure and saintly man, that 
somehow conveys a whole imaginative world whose dimen¬ 
sions seem almost boundless. It is a question of human 
stature; Blake was one of those spiritual presences that are 
felt in the world, let them immure themselves within Car¬ 
melite walls, hide themselves in beggar s rags, or leave 
behind them, like the creator of the Book of Job, not even a 


name. , 

William Blake was bom on 28 November 1757, the second 
son of a respectable hosier in Broad Street. A Londoner 
of Londoners, he spent his childhood in the very heart 
of the city where, but for two or three years spent in the 
country, he lived his entire life. From liis boyhood, he 
knew the pulse of the great city that he called ‘a human 
awful wonder of God’. He lived the greater part of his 
life in or near Soho. Blake’s poor room, once described 
by Samuel Palmer as ‘more attractive than the abode ot 
princes’, was in Fountain Court, an alley between the 
Strand and the river, near the Coal Hole Tavern, that still 
remains; Fountain Court itself has been long since 

^BlakeHved and died close to the beating heart of London. 
He loved to be near the river, at Lambeth, or Battersea, or 
the Strand. Friendship took him out as far as Hampstead 
where, as an old man, he used to visit Linncll the pamter. t 
be met by the Linncll children, or seen back to die coaehby 
them, through the country lanes, by the light of a hurncanc 
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lamp; but even at Hampstead he felt himself on alien 
ground, so far from the Thames, that great artery of London, 
visible manifestation of the River of Life that so often 
appears in his poems and in his designs. 

London was to Blake both home and school, both Pande¬ 
monium and Celestial City. Golgonooza, the ‘spiritual 
fourfold London’ is the theme and the setting of his pro¬ 
phetic visions of the spiritual destiny of ‘the Giant Albion*, 
the English race. The blood of human suffering ran down 
its walls; and heaven was so near at hand that the old 
visionary once touched it, so he said, with his walking-stick. 
Blake knew every pulsation of the great heart of the city, the 
vital centre of England—England in the years of her still 
growing power, and the years of the more terrible growing 
power of the machine, whose cancer was to fasten so fatally 
upon the body and soul of the Giant Albion as the nine¬ 
teenth century advanced. 

To those who know London to-day, it is hard to realize 
that a London boy might have found green fields, elm-trees, 
lanes and footpaths and ponds within walking distance of 
Soho; the great cancerous proliferation of bricks and mor¬ 
tar that extends now for so many miles round a city, many 
of whose features remain much as Blake knew them, has 
utterly obliterated the trees and cornfields of Peckham Rye, 
where, as a young boy, Blake saw angels walking among the 
harvesters. Dulwich Village, Camberwell, Newington 
Butts, Sydenham, and Blackheath, to Croydon and beyond, 
rural haunts of Blake’s early youth, have been submerged 
in Greater London; Battersea, where he courted his wife, 
the illiterate daughter of a market-gardener, is a densely 
populated working-class district; only the church, where 
William Blake was married to one of the exemplary wives 
of literary history, still stands, as it did then, on a little 
muddy promontory on the south bank of the river. Looking 
upstream from Battersea Church you see an industrial land¬ 
scape across the silver of sombre river, on which the tradi¬ 
tional swans still float, among tugs and barges, or paddle in 
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the mud of the Battersea or Chelsea banks; but in the 
church itself, there remains a window on which is painted a 
lamb, the work of the vicar who married William and 
Catherine Blake—a piece of symbolic coincidence signifi¬ 
cant enough for those familiar with the depth of meaning 
that Blake attached to the symbol of the Lamb of God. 

It is often those who live between town and country, or 
for whom country scenes are a memory of childhood, a 
symbol of the lost Eden, who have the keenest and most 
poignant sense of pastoral beauty. It was after leaving for 
the first time his lakes and mountains that Wordsworth 


realized the intensity of his relationship with them; D. H. 
Lawrence, living in an industrial town, but on the fringe of 
the country, wrote of bluebell-woods, lapwings, and hay- 
fields with an intensity of sensation never surpassed. Gerard 
Manley Hopkins had almost, so its seems, to banish himself 
from the natural world in order to write about it with the 
passions of a lover separated for ever from his beloved. And 
so it is that Blake’s pastoral world, of the Songs of Innocence, 
The Book of Thel, the woodcuts illustrating Thorntons 
translation of Virgil’s Pastorals, has the double intensity of 
the natural world, seen and known and loved in every detail, 
and of a Lost Paradise, radiant in the golden visionary dis¬ 
tance of memory in which Traherne saw his fields of orient 
and immortal wheat, and Wordswordi the tree love in 
boyhood. Blake, from his very childhood, knew two 
worlds, city and country: the innocence of green fields, 
and the experience of industrial revolution; a pastoral 
heaven, and a hell of ‘dark Satanic mills’. It is characteris¬ 
tic of his whole philosophy that he took both into account. 
A less courageous soul might well have hated the city and 
loved the fields, or, like Dr. Johnson loved the coffee¬ 
houses and shrunk from the solitudes of nature. Blake elt 
with full intensity the martyrdom of the toiling, suffering 
humanity of London, and he loved fields, green mountains 
summer trees; but he saw the human spirit at work alike 
amid the furnaces of hell and the fountains of paradise. H 
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desired to see a ‘marriage’ of heaven and hell, and, for him, 
the innocence of pastoral man did not seem lost in the 
satanic mills; the hell of experience is, for Blake, only the 
turning of the Wheel of Life; the indestructible purity of 
the human spirit returns, at the end of the circle of destiny, 
to its original innocence again; the furnaces of the fallen 
world become once more the fountains of Eden. It seems 
likely that much of Blake’s vision of a reconciliation of two 
contraries—of good and evil, innocence and experience— 
arose out of his own early memories of city squalor and 
suffering, side by side with the world of hay-fields and har¬ 
vesters under the hedgerow elms of Kent, on the south bank 
of the Thames. 

Blake’s father the hosier must have been a kindly and 
sensible man, for he appears to have done everything in his 
power to enable his remarkable son to follow his bent. 
Blake, at his own request, never went to school; instead, he 
used to spend hours in the print-shops, where he spent his 
pocket-money on engravings of the Italian masters; or 
wandering off into the outlying country lanes. It is a great 
thing for a boy to have his freedom, as Wordsworth also 
had his, during those years in which poets gather the impres¬ 
sions and sensations upon which they draw, to the end of their 
lives. When the time came for Blake to decide upon his 
career, it was the son’s wish, it seems, to save his father 
expense; Blake himself chose to be apprenticed as an 
engraver, rather than enter upon the more precarious career 
of a pure artist. He was accordingly apprenticed to Basire, 
with whom he learned one of those skilled crafts that, before 
the Industrial Revolution, lent a dignity to manual work 
that the machine has largely destroyed. The engraver’s skill 
formed a bridge between craftsmanship and the higher 
branches of art, that has since been removed by the median- 
izarion of so many processes once performed by engravers. 

Blake never lost his link with the common people or the 
men who work with their hands; and however high the 
flights of his imagination, he remained, all his life, a humble 
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engraver working for his bread, with the skill of his hands. 
It is recorded that, when no money remained to pay their 
simple household expenses, Mrs. Blake used to set an empty 
plate before her husband at dinner-time and that he would 
then turn (with the remark ‘Damn the money!’) from his 
prophecies and visions of other worlds, and take up his 
graver to w'ork on some humble task. Drawing tureens 
and tea-services for the Wedgwoods’ catalogue of the 
Etruria pottery was one such humble piece of hack-work 
that Blake performed (the drawings he made still survive). 
We may regret that Blake was not able to devote himself 
entirely to his creative genius as painter and poet—and he 
himself felt bitterly enough on this question, and suffered 
both sorrow and indignation on account of the frustration 
of his genius by poverty and the neglect of his contem¬ 
poraries; but it may be that die gain is as great as the loss. 
Blake lived, both geographically and socially, in the very 
heart of England; a poor Londoner and a man of the 
people, he was, besides, the friend of many of the greatest 
artists of his day—Fuseli and Flaxman, and, later, Varley, 
Linnell, and Samuel Palmer; he met Sir Joshua Reynolds, 
visited Lady Caroline Lamb, where he met Coleridge; and 
knew Wordsworth’s friend Crabb Robinson the diarist. 
There were few aspects of London life, high or low, that 
were entirely unknown to him; as a young man he was an 
ardent revolutionary, and is said to have helped Tom Paine 
to escape from England with his life. In w r hat better situa¬ 
tion could a self-elected prophet of England, whose special 
role in our imaginative history was to read the signs of the 
times, have found himself, than between the worlds o 
artists and the world of artisans, between city and fields, and, 
historically, between the rural England of the eighteenth 
century, and the industrialized England of the nineteenth. 
Blake was a prophet not by inspiration alone, but by direct 
knowledge, and personal experience, of the most significant 
happenings in the social history of his country, and of his 

century. 
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As Basire’s apprentice, it fell to Blake’s task to make 
drawings of many of the monuments of kings and queens 
in Westminster Abbey, and these Gothic tombs and effigies 
deeply influenced his style as an artist. The Gothic stress on 
line was all-important to Blake, who insisted always on 
linear design, on clear outline, as against the chiaoscuro 
school favoured by Sir Joshua Reynolds. ‘Nature has no 
outline, but imagination has’, he wrote. Line, for Blake, 
is the hallmark of imagination; and it is remarkable that 
stress on line is a characteristic of religious art, from the 
cave-drawings of the stone age to the Gothic, from Buddhist 
Chinese art to El Greco. ‘Line is essence’, according to 
a contemporary artist, Cecil Collins—essence as against 
appearance, or accident, which is the subject-matter of say, 
the French impressionists, an essentially secular school; and 
it is remarkable that Blake, the greatest religious artist that 
England has produced, should have gone back, to fmd his 
next-of-kin, to medieval art, the product of a Christianity 
still irrational and imaginative. For Blake, the secular and 
the spiritual were undivided and in Westminster Abbey he 
recognized the work of artist-craftsmen, like himself, for 
whom ‘everything that lives is holy’—a world still un¬ 
secularized, and dominated by a single hierarchy of values 
that included, as Blake’s did, both heaven and earth in a 
single vision—a religious conception not separate from, but 
underlying, the whole of life. 

Blake’s earliest, and to this day his most widely known, 
and best loved, poems—the Poetical Sketches, and the Song’s 
of Innocence and Experience—were written during his late 
boyhood, and the years of his early married life. The 
Poetical Sketches , most of them written in his teens, were pub¬ 
lished with the help of friends, the Rev. Mathew, a fashion¬ 
able preacher, and his wife, ‘the accomplished Mrs 
Mathew, who for a while took Blake up, and whose 
literary salon no doubt inspired the poet to write, in an 
irreverent mood, his satire A Voyage to the Moon’ It was 
Flaxman who took Blake to the Mathews’ salon in Rathbone 
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Place, where it is on record that he recited, and also sang, 
his songs—for, besides illustrating them with designs, the 
poet composed music to them which, unfortunately, was 
never written down, and so has been for ever lost. Blake’s 
imagination could express itself, with almost equal facility, 
in two arts, and perhaps a third; a fact not, perhaps, sur¬ 
prising, when we consider the specific nature of his genius, 
of which more will later be said. 

Blake was married in 1782, when he was twenty-five, and 
went to live at 23 Green Street, near the Strand, where he 
was the humble neighbour of Reynolds and Hogarth, and 
of his own friend, Flaxman; but two years later, finding 
life in Green Street too expensive, he returned to Broad 
Street, where he lived next door to the family hosiery busi¬ 
ness that was carried on, after their father’s death, by Blake s 
elder brother James. A younger brother, Robert, joined 
the young couple at this time, as William’s pupil in draughts¬ 
manship—indeed Robert was a promising artist, and several 
of his designs were for a long time mistaken for his brother 
William’s work. To his brother’s great grief, Robert died 
a year of two later. Blake, who had nursed him constantly 
during his illness, saw his spirit ‘ascending heavenwards, 
through the matter-of-fact ceiling, “clapping its hands tor 
joy”—a truly Blake-like detail’, as Gilchrist remarks. This 
much-loved brother, so Blake believed, often visited him, 
in spirit, throughout his life; and it was Robert s spirit 
who gave Blake the secret of the process by which he pro¬ 
duced those miraculously beautiful illuminated pages of his 
poems, printed and coloured by hand by the poet and his 
wife, and sold to the few purchasers who wanted to possess 
those most beautiful books, in which poems, lettering, and 
design are all the work of a single mind and a single vision 
The illuminated copies of the arc the most remarkable 

books made in England, perhaps since the tlhrnnnated 
missals of the Middle Ages, and belong to the carhcr tradi 
tion of craftsmanship that rises to the level of ima ^ a “ v 
art (or an imaginative art that includes craftsmanship), th 
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Caxton’s printing-press virtually brought to an end. In 
vision and in technique alike, Blake was close to the Gothic 
middle ages; but what saves Blake’s books from the charge 
of preciosity that invalidates most modem hand-made 
hand-painted books is that he published his poems in that 
way not from choice but from necessity: no publisher 
would print them! 

After Robert’s death Blake left Broad Street for neigh¬ 
bouring Poland Street, where he lived for five years. There 
he wrote and illustrated the Book of Thel and the Marriage 
of Heaven and Hell —works of the purest genius, strangely 
alien, one might now think, from the spirit of the disreput¬ 
able Soho street that has gone steadily down in the world 
since Blake’s day; and in 1793, the poet and his wife moved 
to Lambeth, to a little pleasant one-storied house, with a vine 
growing in its garden. All lovers of Blake’s designs must 
have noticed how often the free-flowing linear vine appears, 
with its tendrils and leaves, bordering a page, or filling a 
vacant line of the Prophetic Books. It is said by Gilchrist 
that the poet would never allow his own vine to be pruned 
—one of those symbolic stories, like the tradition that 
Shakespeare never blotted a line, that has served as a text for 
critics of Blake’s unconfined and prolific genius. The 
other story—of Blake and his wife reading Paradise Lost 

together under that same vine, in die undress of Eden_ 

might be true, and will always be repeated, for it is entirely 
in keeping with the poet’s intransigent innocence, and with 
his wife’s literal willingness to follow her husband wherever 
his visions might lead him—as she did, for better and for 
worse, throughout his life. What is certain is that the years 
at Lambeth were happy ones—‘lovely Lambeth’ is a re¬ 
curring phrase in the Prophetic Books; ‘There is a grain of 
sand in Lambeth that Satan cannot find’—a refuge of love 
and peace where the poet and his wife, a childless but 
devoted pair, happy in their work and in their companion¬ 
ship—could live in peace untroubled, as yet, by the shadow 
of deepening poverty and neglect that was to overcast 
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Blake’s later years. In Lambeth Blake wrote and engraved 
the Visions of the Daughters of Albion —a great plea for sexual 
freedom, soon to be followed by America , an even more 
fundamental defence of liberty and revolution, whose 
theme is derived from the American War of Independence. 
In these two books we first meet some of the personages of 
Blake’s pantheon, ‘Red Ore’, the spirit of enchained 
passion; the ‘shadowy female’, Vala, cruel goddess of 
nature; Urthona, or Los, the spirit of prophecy and of 
history: Oothoon, and the ‘daughters of Albion , those 
nymphs, not of springs and forests, but of looms and mills, 
suffering and toiling at the cruel machines of the Industrial 
Revolution. In each successive book— Ahattia , Urizen , 


The Four Zoas , Milton , and Jerusalem—the characterization 
of the figures of his pantheon—some dozen major deities, 
and various ‘sons’ and ‘daughters’ who reduplicate certain 
of the leading figures—become ever more distinct in charac¬ 
ter and potency, and, in the accompanying designs, their 
features are drawn with unforgettable clearness; the chained 
puer eternus , Ore; Los, that proletarian Apollo, god ot 
prophecy and poetry, and ‘lord of the furnaces ; Urizen, 
the elderly, bearded, anxious god of rational knowledge, 
with his heavy, brass-bound books and iron pen; Enithar- 
mon, the poetic muse, who gives aesthetic form to the 
poetic conceptions of Los; Tharmas, the rough emon 
of the waters’, deity of sensory life and the forms of nature; 
and Enion the earth-mother, now age-bent, wandering 
among the graves, now a child in the garden of ovc- 
has long been customary to dismiss these visionary beings 
with their uncouth names, as mere figments ot B lakes 
fancy; but as we become more and more familiar with 
their potencies and natures, with their place m the total 
myth that, year by year, Blake built up, so do they come- 
for those, at any rate, who find it natural to think m sym¬ 
bolic terms—to seem the most viable symbolism available 
to us. They are unmistakably English; gods and g 
desses, they yet belong to the modem world; they include 
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in their range the rationalism of Bacon, Newton, and Locke, 
the Industrial Revolution, and they are rooted, besides, in 
the tradition of Christianity. Once familiar with these 
figures, they come to seem as native as Hamlet, King Lear, 
or Milton’s Satan. 

As Blake became ever more deeply immersed in the 
visions that he describes in the Prophetic Books, so he moved, 
as poet and as artist, into a poetic world that was to remain 
incomprehensible to the general public for a hundred years 
and more. His prophecies were, in Iris own day, closed 
books, to which the present generation, with our modem 
science of psychology, is the first to possess any key. As 
Blake matured in his genius, so he outgrew his contem¬ 
poraries; he was never to have any book of his prophecies 
published, greatly to his own grief, for these, he knew, con¬ 
cerned England and her spiritual well-being. His designs 
were likewise considered wild, and mad, by all but a small 
circle. Blake could never reconcile himself to his isolation, 
or understand why things that for him were clear, should, 
to the general public, seem incomprehensible. ‘Truth 
cannot be so spoken as to be understood and not be be¬ 
lieved’, he wrote; and in the long run the truths that he 
spoke have come to be understood and believed. Blake 
to-day is rapidly becoming what Bunyan was before him, 
a household prophet in England. The lyric that prefaces 
his last Prophet Book, Jerusalem , is sung in Women’s In¬ 
stitutes up and down what remains of England’s green and 
pleasant land; his Prophecies, once thought unintelligible 
even by those who admired him most, are the subject of an 
ever-increasing literature of critical books, as a newly dis¬ 
covered continent in our literature, a territory of untold 
wealth and vast extent, yielding already rich harvests of 
wisdom for those who have persisted in their study of them. 
But, so far were these great works on which Blake was 
engaged from enabling him to earn a living, or a literary 
reputation, that by 1800 he found himself in some perplexity 
as to how he could live. Often he found himself forced to 
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engrave the designs of artists far inferior to himself in inven¬ 
tion, whose more insipid and conventional work was 
acceptable to their contemporaries. It is hard now to 
realize that Flaxman was ranked, in his own day, far higher 
than Blake; and that engraving Stothard’s pedestrian work, 
that now seems scarcely worth a glance, except for the 
interest of his being a contemporary of Blake, should have 
provided Blake during the years of his early creative energy, 
with the means of earning a living. Many men of genius 
have been poor and obscure, but surely no man of equal 
genius has ever suffered, as Blake suffered, the daily and 
explicit humiliation of working in the service of artists 
inferior to himself. Blake learned a deep humility; but 
one is glad to know that his patience was not always 
exemplary, and that his outraged genius was apt to burst 
out in violent protest. Even Blake’s one patron was blind 
to the genius of the man whom he wished to help, and L?° 
doubt considered himself a far better poet than Blake. The 

laughable, humiliating, and yet, after all, not.^ 
of Blake’s relationship with Hayley must be told, Y 

because it was through Hayley that Blake spent the: only 
years of his life that he lived outside London, at Felpham, 

on the Sussex coast. ™„ n rrv 

Hayley, the biographer of Cowper, wa $ a 

squire with literary leanings. On Flaxman s kin Y g 
gestion, he proposed to employ Blake to engrave a portrait 

of Cowper for his biography, to design “f£®££ !ls 
tions to his (Hayley’s) poems, to be sold asJ”j so 
for Blake’s benefit, and in various o^r task^ H al ^ 
apparently, set himself to make up for Blake w 

education, by reading him ^^^r'^^^f^ments 

the Greeks may be in no small measure the result of these 

sessions with his patron.) So it was that dunng > , 

spent by Blake at Felpham-thc years when he w g g 
on the great visionary poems Milton and Jerusalem, 
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engraved and printed by hand, with their accompanying 
designs—the great poet was busy illustrating Hayley’s 
worthless verses, listening to his views on poetry, and, so it 
seems, putting up with what patience he could summon 
with Hayley’s good advice on his own work. What seems 
particularly to have angered Blake was Hayley’s attempts to 
persuade the loyal Mrs. Blake that her husband must be 
made to see reason. ‘Natural friends are spiritual enemies’, 
Blake concluded with some bitterness and much truth—for 
Hayley’s good will towards Blake, and wish to help him, is 
as certain as his utter inability to understand, or gauge the 
stature of this great man of genius whom chance had 
brought to his door. The relationship between artist and 
patron demands a measure of greatness and of humility on 
both sides. It is unfortunate that Hayley’s petty vanity 
about his own poems should have blinded him to the genius 
of Blake, who finally found the relationship unsupportable, 
and returned to London, and to years of deepening neglect. 

Those three years in the pretty cottage that Hayley lent 
him were not, even so, unhappy ones; for Blake saw angels 
descending on a ladder from heaven to his cottage, and the 
visions that came to him by the sea were among the most 
radiantly beautiful that he ever had. In his leafy garden he 
saw fairies among the leaves, and his description of a fairy’s 
funeral is a piece of rural lore that might have come from 
Shakespeare s England. In that same garden occurred a 
very different incident, belonging to a more modem, and 
grimmer world. Blake, coming one day into his enchanted 
garden, innocent haunt of fairies and angels, found there a 
cruder figure from the World of Experience, a soldier- 
ugly symbol of this world’s tyranny and brutality—whom 
the gardener had asked to come in as his assistant. Blake 
asked the soldier to leave; the man refused. Blake’s poetic 
rage became inflamed, and he turned the soldier out of the 
garden by main force. The soldier retaliated by charging 
Blake with sedition, m particular with having spoken the 
words, Damn the King; damn all his subjects, damn his 
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soldiers, they are all slaves’—words that might have cost 
Blake his life. Blake denied having spoken them; and at 
the Quarter Sessions, at his trial, one old man, years later, 
remembered his flashing eye, as he denied the false charge. 
Hayley, the spiritual enemy, was on this occasion a valuable 
natural friend—the squire may have cut a small figure in 
the eyes of the angels, but he was influential enough in the 
county of Sussex, perhaps, to save Blake’s natural life. 

It is likely, since he denied it, that Blake did not speak the 
seditious words attributed to him; but there is seldom 
smoke without fire, and the prophet s burning revolu¬ 
tionary zeal, his ardent spiritual presence must have been 
felt at Felpham; the mere look in his flashing eye must have 
struck consternation into the villagers and local soldiery, 
and brought down upon him one of those petty village 
persecutions, like that which befell D. H. Lawrence and his 
wife during the 1914 war. (Lawrence and his wife were 
falsely charged with signalling to the enemy from their 
cottage on the Cornish coast.) There is a certain poetic 
justice in both these false charges, brought against two 
prophets whose fiery zeal was directed against so much that 
was corrupt in English society; and the yokels who dimly 
sensed their power and the revolutionary trend of their very 
thoughts—in Blake’s flashing eye, or in Lawrence s red 
beard—were right, as the scribes and pharisees arc always 
right, in detecting the spiritual presence of the inspired 
enemy of false values. Neither were guilty of the actions 
with which they were charged, but both were guilty \ 
that is the word) of treason, not against England, but against 
the Lord of this World, more fundamental than tiicir 

accusers could have known. 

Blake returned to London in 1804 and for the next sev 
teen years he lived at No. 17 South Moulton Street, only a 
few yards from Oxford Street, within a mile of the house 
where he was born. Again he set to work, as an engraver, 
to earn his living, while lie worked, in his spare hours, on the 
printing of Ids Prophetic Books, by the laborious process ot 
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engraving each plate, with its writing and designs, by hand. 
He painted many pictures, both in tempora, a medium that 
he preferred to oils, and water-colour, and sold some to a 
few constant buyers. Butts and Cumberland being chief 
among them at that time. In 1808, Blake, then at the 
height of his powers, impatient at the neglect of his genius, 
goaded into action by the theft by Stothard of his idea for 
a painting of the Canterbury Pilgrims, made one last 
attempt to appeal to ‘the public’, who would, he felt, 
be less blind to his message than the intellectuals of the day. 
The same mistake has been made by artists both before and 
since; but what could have been more understandable, in a 
prophet who knew that his work was of deep concern to 
the Sons and Daughters of Albion, the English nation? 
The one exhibition of Blake’s paintings, including the 
Canterbury Pilgrims , and a number of other important works, 
many of them now lost, was held in his brother the hosier’s 
house in Broad Street, and although few members of the 
public seem to have visited it, there remains from that 
famous exhibition, Blake’s Descriptive Catalogue , the finest 
and longest of Blake’s prose writings, a work full of pene¬ 
trating and profound criticism, psychological subdety, 
visionary wisdom, and poetic eloquence. Crabb Robinson, 
the diarist, bought four copies when he visited the exhibi¬ 
tion, one of which he gave to Charles Lamb. He must have 
been one of the very few purchasers for that famous work 
was already extremely rare by the time Gilchrist came to 
write his Life. The exhibition was, of course, a financial 
failure, and did nothing to arrest Blake’s decline into 
obscurity. Curiosity took a few—like Crabb Robinson— 
to see the works of the eccentric visionary, but no disciple 
stayed to listen, or attempted to understand his wisdom. 
Blake was to have no disciples, as painter or as poet, until the 
last years of his life, when the sun of his greatness came, as it 
were, from behind a cloud. Blake, as an old man, was the 
much-loved master of a group of distinguished young 
painters and Linnell, Calvert, Richmond, Tatham, Samuel 
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Palmer, and Varley were his friends. To these younger 
painters, Blake’s poor room in Fountain Court—to which 
he had moved from South Moulton Street a few years 
before his death—was known as ‘the Interpreter’s House’, 
after the character in A Pilgrim's Progress. George Rich¬ 
mond—one of the youngest of this group—afterwards used 
to say that being with Blake was ‘as if he were talking to the 
Prophet Isaiah’. Blake, like Job, emerged, at the end of his 
life, into a period of creative fruitfulness and radiant peace. 
It was Linnell who commissioned him to work on the finest 
completed work of his life—the Job engravings, followed 
by the illustrations to Dante , on which he was at work 
when he died, in 1827, a few months before his seventieth 
birthday. 

Describing Blake as an old man, Samuel Palmer wrote, 
‘In him you saw at once the Maker, the Inventor; one of 
the few in any age; a fitting companion for Dante. He was 
energy itself, and shed around him a kindling influence; an 
atmosphere of life, full of the ideal. To walk with him in 
the country was to perceive the soul of beauty through the 
forms of matter; and the high, gloomy buildings between 
which, from his study window, a glimpse was caught of the 
Thames and the Surrey shore, assumed a kind of grandeur 
from the man dwelling near them. Those may laugh at 
this who never knew such a one as Blake; but of him it is 
the simple truth. 

‘He was a man without a mask, his aim single, his path 
straight forwards, and his wants few; so he was free, noble, 

and happy.’ 1 c 

Blake was buried in Bunhill Fields—the burial place or 
Bunyan and Defoe—in a common grave, that can no longer 
be traced, for there was no headstone to mark the spot 
where so great a man was buried. Nor, indeed, would the 
omission greatly have troubled Blake, for whom the mortal 
body was only ‘an excrcmcntitious husk or covering over 
my immortal’. It was not until long after the resting-place 

1 Gilchrist, p. 301. 
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of his mortal body had been forgotten, that Blake’s great¬ 
ness began to be recognized by the public to whom, in his 
Descriptive Catalogue , he had appealed in vain. 

* * * * 

In what, then, does Blake’s peculiar greatness consist? 
Among English artists his place is unique. His work is on a 
small scale; the Job engravings, his most perfect work, in 
his mature style, measure but a few inches; and yet in 
energy and beauty the human forms that he has depicted in 
them can without absurdity be compared with those of 
Michelangelo. There is always, in the human form as 
Blake conceives it, a vitality more than sensual, that seems 
to lift the human body from the ground, free it from the 
limitations of gravity. His human bodies are not like the 
aspiring figures of Baroque art, that seem to be pulled up¬ 
wards by the force of heavenly gravitation acting against the 
downward pull of earth; they seem, rather not subject to 
any stresses and strains at all, freely-moving spiritual beings, 
passing through air and fire unhindered. Blake was, as a 
young man, a Swedenborgian; and to Blake, as to the 
Swedish visionary, the material body of man is not his real 
body. According to Swedenborg, the Resurrection of the 
Body is a resurrection from, and not a resurrection of, the 
material body. Blake saw the soul of his brother Robert 
rising through the ceiling when he died; he saw, in his 
imagination, the clean bodies of the London chimney¬ 
sweeps, who wash in the river of life and play in the sun. 
It is the imaginative immortal body of man that Blake 
represents. To occultists, like Yeats, or A.E., as to Sweden¬ 
borg, the existence of such a body is a matter of faith. 
Blake himself says that (earthly) ‘body is that portion of 
Soul perceived by the five senses’; and he represents, in his 
designs to his Prophetic Books, in the Job and Dante illustra¬ 
tions, in every human form that he ever drew, the soul of 
man, bounded within that magic line drawn by imagina¬ 
tion, but not to be found in nature. The ‘visionary forms* 
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of Pitt, and of Nelson, are the themes of two of his more 
ambitious compositions; but in truth all his forms of lamb 
or lion, flower or tendril, child or man, are visionary. 
When we look at Blake’s drawings, we look at the forms 
of spiritual beings; and the most voluptuous nudes, painted 
in satin texture, seem lifeless in comparison with these 
figures whose very essence is their imaginative immortality. 

As a colourist, Blake is the father of the water-colour 
school of Samuel Palmer and his friends. The pages of the 
Songs of Innocence and Experience that Blake used to colour by 
hand for the few purchasers of the book, are even smaller 
than the Job designs; but they are of a delicacy and lyricism 
of colour and quite unlike anything else. The colour-washed 
pages of the Book of Thel or the Marriage of Heaven and Hell , 
with their gold and silver illuminated lettering, delicate 
tendril and leaf, create the illusion of a world fit for spirits 
to inhabit. Even the tiny woodcuts that illustrate Virgil s 
Pastorals have that quality of belonging to eternity and not 
to time, a world wholly conceived by the imagination, and 
in which the senses but play the part of instruments. Not 
that Blake imagines an 'other world , or spiritual forms 
unrelated to the bodies they inhabit; on the contrary, his 
genius lay in his ability to see the body as an expression of 
soul, the natural forms of the temporal world as expressions 
of eternal archetypes. ‘Eternity is in love with the pro¬ 
ductions of time’, he wrote; and no artist more disliked 
the vague and the abstract. ‘Minute particulars’, he always 
insisted, were all important. A spirit, or a vision, is not a 
cloudy vapour, or a nothing’ and ‘he who does not 
imagine in stronger and better lineaments, and in stronger 
and better light, than his perishing and mortal eye can see 
docs not imagine at all’, it is precisely because his forms 
are imaginary that they have clear and distinct outline; tor 
the senses, so Blake believed, have not the power of reveal¬ 
ing form; like Coleridge, he realized that the ‘esemplastic 
power belongs to the imagination alone—‘Nature has no 
outline, but imagination has. Nature has no tune, but 
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imagination has’. Describing his elaborate symbolic 
painting entitled *A Vision of the Last Judgment ’, Blake 
wrote: ‘I assert for My Self that I do not behold the out¬ 
ward Creation and that to me it is hindrance and not 
Action; it is as the dirt upon my feet. No part of Me. 
“What”, it will be Question’d, “When the Sun rises, do 
you not see a round disk of fire somewhat like a Guinea?” 
Oh no, no, I see an Innumerable company of the Heavenly 
host, crying “Holy, Holy, Holy is the Lord God Almighty”. 
I question not my Corporeal or Vegetative Eye any more 
than I would Question a Window concerning a Sight. I 
look thro’ it and not with it.’ The T who looks through, 
and not with, the organ of sense is the Self of the Upanishads, 
known to mystics both Platonic and Christian as existing 
beyond the conscious self; Blake himself called it the Divine 
Humanity. The imagination is, for Blake, as for Coleridge, 
the divine presence in man; and his theory of the imagina¬ 
tion is thus one that makes him, in the only significant sense, 
a religious artist—probably the only English religious artist 
of significance since the anonymous craftsmen of the Middle 
Ages, whom Blake in so many respects resembled. 

As a poet Blake is perhaps greater than he is as an artist. 
The small scale and technical limitations of his work as an 
artist must always make him seem provincial—not in 
vision, but in achievement—in comparison with the great 
masters of Italy or France or Spain; but as a poet, in the 
tradition of Shakespeare, Chaucer, and Milton, he was 
working m a poetic medium that helped, rather than hin¬ 
dered, his genius. Blake, as a lyrical poet, is unsurpassed. 
His Songs have often been compared to those of Shakespeare; 
and one might say that lyrical form in poetry is what outline 
is m drawing, or melody in music—the contour drawn by 
imagination, the trace of spiritual life. His vocabulary is 
as simple as that of a child, and his symbols-rose, sunflower, 
hon, lamb, beetle, ant, little girl, or little boy-are few, and 
universal. It is (as with his woodcuts, one inch by two 
inches, or the colour-washed pages that illustrate his poems) 
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a question of transparency. Every lyric is a window into 
the imaginative world, and even in these early poems his 
roses and lambs are more than metaphorical, they are 
archetypal, symbols that focus multiple meanings, soundings 
into the unconscious, into the universal source of myth and 
oracle; hence their power. Simple as nursery-rhymes, 
they are as profound as the Gospels, whose symbolism of 
com, bread, wine, and fishes was firm enough foundation 
for an enduring civilization. Indeed the symbols upon 
which great religious and enduring civilizations are founded 
are always of Blake-like simplicity and universality, as 
common as the sun and stars, comprehensible to the un¬ 
learned, but for ever incomprehensible to the unwise. 

Of Blake’s later poems, little can be said within the com¬ 
pass of this essay. For long they were considered the 
inchoate ramblings of a disordered mind; they lack, indeed, 
the lyrical felicity of the Songs , and in order to read them 
with understanding we must lay aside the poetic habits of 
two thousand years, and rediscover a part of the poetic art 
that has gradually been lost, as our Western civilization has 
advanced and perfected its one-sided mode of thought, and 
discarded the mythological for the rational. One might say 
that there are two levels of symbolism employed, simul¬ 
taneously, in all the greatest poetry: an upper, linguistic 
layer, whose symbolic counters are words—words, the per¬ 
fected instruments of conscious thought. The metaphysical 
poets excelled in the extracting of multiple meanings from 
words placed and held in complex intellectual tensions as 
elaborate as magnetic fields. The mere ‘beauty of words 
has been exploited by the Victorian poets—Tennyson and 
his contemporaries excelled in this relatively trivial, but still 
delightful art, which to-day still passes for the be-all and 
end-all of poetry among many persons who (rightly if tms 
were so) hold poetry in some contempt. But there is, 
besides the texture of words, whether intellectual or sensual, 
a lower, symbolic layer in the greatest imaginative poetry 
that has little to do with words at all. Freud and Jung have 
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convinced us, clearly enough, that there are regions of the 
mind that think, not in terms of words at all, but in a picture 
language of symbols. The unconscious is innocent of 
words, but it formulates its desires and fears, its primordial 
but profound statements of living experience, in those 
symbolic forms that haunt our dreams. For the most part 
such symbolism is fragmentary, for the art of using symbols 
to their full potency has, with our long-established habits 
of verbal thought, been largely lost. Yet the myths of 
primitive races, and of our own antiquity, move far more 
in this non-linguistic, symbolic layer of poetry than in the 
verbal. Ballad and legend and fairy-tale deal almost wholly 
in this non-linguistic symbolism, irreducibly poetic, and 
independent of the words in which the symbols arc des¬ 
cribed. Talking animals like the Black Bull of Norroway; 
the sleeping princess, or king, in the underground palace; 
the grail, the magic child, dragon, and holy tree, are coun¬ 
ters in the pre-verbal poetic language of which myths are 
made, and which we ourselves still speak, though without 
understanding or control, in our dreams. Such symbols 
may be painted, put into dance or mime, told in prose or 
verse, and always they remain magical. 

The greatest achievement of the first half of the twentieth 
century will perhaps prove to have been the first elucidation 
given by Freud and his successors of regions of the human 
mind that had remained closed since antiquity—the dis¬ 
covery of the extent, and significance, of the unconscious, 

or what is so-called; for it is not unconscious at all times_ 

in dreams, for instance—or to all men. What in most 
men is latent, is consciously experienced by visionaries and 
imaginative poets of the stature of Shakespeare, Coleridge, 
or Blake. As we learn more of the nature of the uncon¬ 
scious, its laws and contents, so we are beginning to relearn 
the dead language of symbolism, spoken with such moving 
and poetic power by the framers of myths, the inventors of 
gods and goddesses The languages of myth and poetry 
spnng from a single source, at the level at which these 
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symbols are created, and they express not rational concepts, 
but resonant potencies that sound the very depths of our 
souls, stirring overtones of meaning that extend beyond the 
narrow spectrum of conscious thought. This is the 
language that Blake speaks in his Prophetic Books. Blake 
had the gift, apparently artless, of making any medium a 
transparent lens, or window, through which his vision 
sliincs. His poems, woodcuts, engravings, or water-colour 
drawings all reveal the same imaginative world, peopled by 
beings that seem to have an existence in their own right, as 
have the Homeric gods or the Christian Holy Family. As 
the Greeks wrote about the gods, so Blake wrote about, or 
drew, or engraved, the real existing figures of his imagina¬ 
tive world; and we recognize them, as we do Apollo or 
the Blessed Virign, as if they had an actual existence, inde¬ 
pendent of art, independent, almost, of Blake himself. Per¬ 
haps they arc our own lost Pantheon, the ancient gods and 
goddesses of England, rediscovered by Blake in South 
Molton Street, Lambeth, Battersea, and Hampstead, and 
restored to us (unlike some members of the Irish Pantheon, 
who refused baptism at the hands of St. Patrick), Chris¬ 
tianized one and all. Blake combined the symbolic 
imaginative genius of antiquity, and the psychological in¬ 
sight of modern man. In t ic latter respect, he was a hun¬ 
dred years in advance of his time; his reasonable and calm 
attitude to liis visions is more akin to the intellectual honesty 
of a twentieth-century scientist than to the pious obscuran¬ 
tism of the devout; and yet his visions retain the quality of 
holiness, that has at all times characterized the religions of 
mankind, and that fulfils an irreducible need of the human 
soul. Never, I suppose, in human history, has mythology 
been so meagre, symbolic thought so little understood, as at 
the turn of the century into which Blake was bom. The 
indigenous gods of Celt and Saxon had long since been for¬ 
gotten—perhaps to our permanent imaginative impovens - 
nienf and the rationalized and denaturized version of 
Christianity that remained at the beginning of the nineteenth 
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century was all but devoid of symbolism and useless as 
a medium of imaginative thought. It is indeed astonish¬ 
ing that at such a time, Blake should have created, from his 
own visionary imagination, a pantheon as rich, varied, and 
complex as that of any primitive race; created some dozen 
gods and goddesses, defined their potencies, set the whole 
pantheon in motion, with all the subtle relation and inter¬ 
relation of these imaginative forces set forth with all the 
penetration of a psychologist of the school of Freud or Jung. 
These beings that he has created have arisen from the depths 
of the poet’s unconscious, in all the energy and beauty of 
life, violent, shape-shifting forms of the eternal powers that 
mould man, the impulses that determine and control our life, 
from beyond the little world known to our reason. 

It is not possible to read the Prophetic Books merely as 
exercises in the use of language; on the linguistic level, 
except for some fine passages, they are disappointing, as 
compared with the early lyrics; they must be read as 
myth. As such they are among the greatest poetry in any 
modem language, and stand beside the works of Dante, 
Shakespeare, Milton, or James Joyce. The art of reading 
myth, as myth, must be re-leamed if we are fully to under¬ 
stand such figures as Shakespeare’s Caliban, Ariel, or Lear, 
Joyces Anna Livia, or Blake’s Four Zoas; but, that taste 
once formed, we come to look, in poetry, for the gods and 
their symbols, and if we do not find them, the finest verse 
seems insipid, as if lacking a necessary dimension. Once 
we become accustomed to this pre-verbal interplay of 
symbol and the personified potencies of the eternal human 
archetypes, we come to find it a necessary part of any art, and 

in its absence, poetry of words alone, however felicitous, 
can no longer satisfy us. 

It is now, perhaps, clear why Blake should have worked 
with couai faciUty in two media. The poetic process in 
which he excelled was neither verbal nor visual; it was 
symbolic and mythological. He was a creator not of 
pictures, not of verbal rhetoric, but of symbols, whose 
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potency does not depend solely on the medium through 
which they are expressed. We recognize Urizen, or Los, 
or Val, in Blake’s designs, or in his descriptions; a phrase, 
or a line, becomes enough, when we have learned Blake’s 
symbolic vocabulary, to evoke the archetype—-just as, for 
Christians, two crossed sticks tell the whole story of their 
religion. That such an uprushing fountain of spiritual 
energy should have broken through the crust of eighteenth- 
century rationalism, in the works of Coleridge, Shelley, 
Goethe, and, above all, of Blake, is a fact whose great signi¬ 
ficance has not, even now, been fully realized. There re¬ 
mains, in the closed books of Blake—books first published 
only in this century and still in process of de-coding— a 
great world of delight, closed to your senses five’. Its very 
dimensions have, so far, blinded us to it; for it is easier to 
appreciate a single metaphor, than to encompass a whole 
pantheon of gods and the world they inhabit. 

There is still another respect in which we must consider 
Blake; he is perhaps the greatest Christian prophet of the 
modem world. Blake, so far as we know, attended services 
in the Church of England only three times in his life-on the 
occasions of his baptism, his marriage, and his burial; for 
he held organized religion in low esteem. As a young man 
he was a follower of Swedenborg, and a member of his 
New Church. The Marriage of Heaven and Hell is a com¬ 
mentary on and criticism of, Swedenborg; Jacob Boeheme, 
St. Teresa, and the Kabbala were other principal sources ot 
Blake’s religious thought, and he appears to have known 
something of Gnosticism and of the Hmdoo religion. Just 
as, in art, he went back to the Gothic tradition, so, in 
religious thought, he swept aside all that was reputable and 
established in his day, and, with his unfading grasp ot 
essentials, saw the whole edifice of Western rationalism, 
theist and atheist alike, as so much dust in the balance, in the 
matter of religious truth. His religious wisdom he drew 
from the same source as his painting and his poetry the 
human imagination, which he called, indifferently, th 
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Bosom of God, the Saviour, the Divine Humanity, and 
Jesus. Imagination was, for Blake, the divine presence in 
man. Like contemporary psychologists, he distinguished 
clearly between the selfhood (the ego as we should say) and 
the ‘humanity’, the real man of which the ego is only a part. 
Like mystics of all times and places, and like contemporary 
psychologists, Blake’s spiritual aim was a widening of 
consciousness, a destruction of the selfhood, that would 
enable the real humanity to come into being. In this 
religious empiricism he was more akin to a Buddhist, or a 
contemporary psychologist, than to the devout and the 
moralistic of his own day or of ours. To anyone, mystic 
or psychologist, who has realized the extent of the human 
soul, the partial and superficial nature of the ego, conven¬ 
tional morality must seem to be almost entirely unrelated to 
the true nature of man. Good and evil, as we conceive 
them, have little meaning in the world of the gods and 
goddesses, of the unconscious regions of the psyche, that 
obey laws unknown to reason and convention. Blake, 
therefore, became, as Swedenborg had never become, the 
courageous prophet of a new morality, a ‘Marriage’ of 
Heaven and Hell, of reason’ and ‘energy’, one might say 
of the conscious and the unconscious halves of man’s 
original wholeness. A wholly new conception of the 
nature of man implies a new morality—as modem psycholo¬ 
gists have likewise discovered. Current ideals of sexual 
chastity, for example, Blake saw—as Freud was later to see 
them—as a hypocritical pretence, and the repression of the 
energies of body or mind as a violence done to the ‘divine 
humanity Legalistic morality is, for Blake, the greatest 
of spiritual evils. His Jesus is the Divine Humanity—the 
potential human Self that lies beyond the conscious ego and 
its moral formulations, ruler of the Kingdom of Heaven 

whose order is latent in every soul, and whose realization in 
life is the task and tod of man. 

.ft 0 ’ 5 SpiritU t or discipline, is no less modem 
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poetry, were for him, three ways of ‘conversing with 
paradise’—of awakening, and bringing into consciousness 
and reality, the latent contours of the Divine Humanity. 
It was the function, after all, of the symbolism of old 
religious myths, to reach those hidden springs, and poetry, as 
Blake understood it, is the real mythology, the real spiritual 
language, of modern man. Blake’s religious teaching, at 
once too simple and too revolutionary for the orthodox, 
appeals to our particular kind of honesty, and stands the 
test alike of experience and of our present scientific know¬ 
ledge. There are many who are prepared to accept Blake’s 
imaginative interpretation of Christianity in an age when 
theology, a rational formulation, has become discredited in 
the light of our humbler modem conception of the scope 
of the human reason, and of the processes of thought. 
‘Everything that lives is holy’ is Blake’s creed; and in his 
fundamental criticism of orthodox Christianity, made in the 
fragments called The Everlasting Gospel , he constantly affirms 
that the unique contribution of Christianity to morality is 
the idea of the forgiveness of sins. What is most remark¬ 
able is the psychological soundness of Blake s intuitive 
conclusions about the nature of the human soul, and its 
redemption. Combining as he did the intellectual honesty 
of a scientist with a saint’s sense of the holy, Blake stands 
as a bridge between the religious intuitions of the past, 
and the psychological science of the present day. Take 
him as one will—as artist, poet, or religious revolutionary, 
Blake is a figure whose stature overtops all but the greatest 
men of genius that England—or for that matter, the 
Western world—has known. 
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the works, edited by W. Muir (1884-90). 

A series of facsimile reproductions of Blake’s self-illustrated works, 
produced by the Blake Press at Edmonton, London. 

the works, Poetic, Symbolic, and Critical, edited, with Lithographs 
of the Illustrated ‘Prophetic Books’ and a Memoir and Interpreta¬ 
tion, by E.J. Ellis and W. B. Yeats. 3 vols. (1893). Yeats was also the 

editor of the single volume edition of the Poems, 1893, in ‘The 
Muses Library’. 


poetical works A New and Verbatim Text from the Manuscript, 
^graved, and Letterpress Originals. With Variorum Readings and 
Bibliographical Notes and Prefaces by J. Sampson. Oxford (1905). 
The shorter poems only. 


poetical works. Edited and Annotated by E. J. EUis. 2 vols. (1906). 
poetical, works. Including the unpublished ‘French Revolution’ 

t . C .^° r , Pr °P. 1,ctic Books . “J Selections from 

7 OUr 1 7 Jton “ d Jerusalem’. Edited, with an Intro- 
duenon and Textual Notes, by J. Sampson. Oxford (1913). 

The text of the edition of 1905 (sec above) with additions. 
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poems. Edited and Arranged, with a Preface, by J. Sampson (1921)* 
A ‘Florence Press’ edition, containing selections from Sampson’s 
editions of 1905 and 1913. 

writings (in verse and prose). Edited by G. L. Keynes. With Repro¬ 
ductions and a Portrait. 3 vols. (1925). 

The best and most complete text, published in a limited edition 
by the Nonesuch Press. New edition 1957. 

prophetic writings. Edited by D. J. Sloss andj. P. R. Wallis. 2 vols. 
Oxford (1926). 

A fully annotated text, with a concordance to Blake’s Symbolism. 

poetry and prose. Edited by G. L. Keynes (1927)- 

A volume in the (unlimited) Nonesuch Press ‘Compendious Series’ 
containing a revised text of the Nonesuch edition in 3 vols. I 9 2 5 » 
but without notes and variants. 

poems and prophecies. Edited by M. Plowman (1927)* 

The ‘Everyman’s Library’ edition. 

Separate Works: 

(Entries marked * were engraved, printed, and published in small 
editions by Blake himself as specimens of‘illuminated printing’.) 

poetical sketches (1783)- Verse. 

*ALL RELIGIONS ARE ONE (c. 1788). Prose. 

Ten plates. Only one copy recorded. 

*THERE IS NO NATURAL RELIGION (c. 1788). PrOSC . 

Nineteen plates. No complete copy recorded. 

*songs OF INNOCENCE (1789)- Verse. 

Thirty-one plates. Facsimile edition (i 95 < 5 ). 

*the BOOK OF thel (1789)- Verse. 

Eight plates. 

tiriel (c. 1789)- Verse. . 

Not printed in Blake’s lifetime. First published in a complete and 

accurate text, from the MS. in die British Museum, in the Nonesuch 
editions 1925 and 1927* 

★the MARRIAGE OF HEAVEN AND HELL, and A SONG OF LIBERTY (C. 179°)- 
Prose. 

Twenty-seven plates. 
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THE FRENCH REVOLUTION. A POEM IN SEVEN BOOKS. Book the First 

(1791). Verse. 

Not published in Blake’s lifetime. The only recorded copy is 
probably a proof. Blake completed only the first Book. 

* VISIONS OF THE DAUGHTERS OF ALBION (l793). Verse. 

Eleven plates. 

* America. A Prophecy (1793). Verse. 

Eighteen plates. 

*S 0 NGS OF innocence and of experience, Showing the Two Con¬ 
trary States of the Human Soul (1794). Verse. 

Fifty-four plates. Facsimile edition, 1956. 

FOR THE sexes: the gates of paradise (c. 1818). Emblems. 
Twenty-one plates. A revised issue of For Children: The Gates of 
Paradise, 1793, with text added. 

*europe. A Prophecy (1794). Verse. 

Eighteen plates. 

*THE FIRST BOOK OF URIZEN (1794). Verse. 

Twenty-eight plates. 

THE SONG OF los (1795). Verse. 

Eight plates. 

the book OF LOS (1795). Verse. 

Five plates. 

VALA, OR THE four zoas (1795-1804). Verse. 

Not printed in Blake's lifetime. First published in a complete and 
accurate text. &om the MS. in the British Museum, in the Nonesuch 
editions. 1925 and 1927. Edited by H. M. Margoliouth, 1956. 

*THB BOOK OF AHANIA (1795). 

Six plates. Only one copy recorded. 

* Milton (1804-8). Verse. 

Forty-five plates. 

^Jerusalem. The Emanation 
One hundred plates. Not 
1954 . 


is fresco of the 


BLAKE’S Chaucer: The Canterbury Pilgrims (180c 

A Prospectus by Blake for an engraving o! 
Canterbury Pilgrims. b 
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-— verse. 

completed till 1820. Facsimile edition. 
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A DESCRIPTIVE CATALOGUE OF PICTURES, POETICAL AND HISTORICAL 

inventions. Painted in Water Colours, being the Ancient Method 
of Fresco Painting restored: and Drawings for Public Inspection 

(1809). 

Compiled by Blake for an Exhibition of his works. 

Note: Blake also designed and engraved illustrations for a number of 
books. The most important of these are: Young’s Night Thoughts 
( 1 797 ); Blair’s The Grave (1808); Thornton’s The Pastorals of Virgil 
(1821); The Book of Job (1825). 

[letters] see poetry and prose edited G. L. Keynes (Nonesuch 
editions, 1925 and 1927), which contains the text of the whole of 
the available correspondence. New edition 1956. 

letters from william blake to thomas butts, 1800-3. Printed in 
Facsimile, with an Introductory Note by G. L. Keynes. Oxford 
(1926). 

the NOTE BOOK OF WILLIAM BLAKE CALLED THE ROSSETTI MANUSCRIPT. 

Edited by G. L. Keynes. With a Facsimile of the Note Book (193 5 )- 
The contents of this sketch book and commonplace book, used by 
Blake, 1793-1818, arc included in the Nonesuch editions, 1925 and 

1927- 

See also: 

william blake. Being all his Woodcuts photographically reproduced 
in Facsimile. Introduction by L. Binyon (1902). 

blare’s vision of the book of job, with Reproductions of the 
Illustrations. A Study by J. H. Wickstcad (1910). 

Revised and enlarged edition, 1924. 

the engravings of william blake, by A. G. B. Russell (1912)- 

An introductory essay, with reproductions and a catalogue ot 
Blake’s engravings. See also the same author’s catalogue in the 
Burlington Magazine, xxxvii, 1920. 

THE DRAWINGS and engravings OF william blake. Introductory Text 
by L. Binyon. Edited by G. Holme (i 9 22 )* 

ILLUSTRATIONS TO THE DIVINE COMEDY OF DANTE Photographic 

Facsimiles of a Series of Engravings after Water Colour Design y 
Blake (1922). 
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william blare’s designs for gray’s poems. Reproduced full size in 
Monochrome or Colour from the unique copy belonging to His 
Grace the Duke of Hamilton. Introduction by H. J. C. Grierson 
(1922). 

THE PAINTING OF WILLIAM BLAKE, by D. Figgis (1925). 

THE ENGRAVED DESIGNS OF WILLIAM BLAKE, by L. Binyon (1926). 

illustrations to young’s ‘night thoughts’, Done in Water 
Colour by William Blake. Thirty pages reproduced from the 
Original Water Colours in the Library of W. White. Introductory 
essay by G. L. Keynes. Cambridge, Mass. (1927). 

pencil drawings. Edited by G. L. Keynes (1927). 

illustrations OF THE book of job, being All the Water Colour 
Designs, Pencil Drawings and Engravings reproduced in Facsimile. 
Introduction by L. Binyon and G. L. Keynes. New York (1935). 

illustrations of the book of job. Reproduced in Facsimile from the 
Original ‘New Zealand’ Set made about 1823-4. Note by P. Hofer. 
New York (1937). 

blake. Reproductions of Paintings. Introductions and Notes by G. L. 
Keynes (1945). 

william BLAKE. Reproductions. Introduction and Notes by A. 
Bertram (1948). 7 

CA (i9i3^ UE ° F THE LOAN EXH1BITION ’ Prc P ared by A. G. B. Russell 

Held at the Tate Gallery, London. 

catalogue OP THE loan exhibition. Edinburgh (1914). 

Held in Edinburgh. 

william BLAKE. An Exhibition. New York (1919). 

Held at the Grolier Club. 


CATALOGUE OF THE BLAKE CENTENARY EXHIBITION (1927) 

Held at the Burlington Fine Arts Club, London. 

CATALOGUE OF AN EXHIBITION (1947). 

Held at the Tate Gallery, London! 


ca gT^] ST works by BLAKB [compilcd by 

and caulo S uc of the sale at Christies 

London, 22 July i 949 , of *e famous Graham Robertson Collection! 
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Some Critical and Biographical Studies: 

[an account of blare’s early life] 

Prefaced to A Father's Memoir of His Child 1806 by B. H. Malkin. 

the life of william blake, by A. Gilchrist. 2 vols. (1863). Revised 
edition. The best edition of this classic biography is that edited by 
Ruthvcn Todd in Everyman’s Library. 
william blake: A Critical Essay, by A. C. Swinburne (1868). 

THE LIFE AND LETTERS OF SAMUEL PALMER, by A. H. Palmer (1892). 
WILLIAM BLAKE: HIS LIFE, CHARACTER AND GENIUS, by A. T. Story 

(1893). 

See the same author’s Life of John Linnell, 2 vols., 1892. 

WILLIAM BLAKE, PAINTER AND POET, by R. Gamett (1895). 

ideas of good and evil, by W. B. Yeats (1903)- 

Contains ‘William Blake and the Imagination’; ‘William Blake and 
his Illustrations to the Divine Comedy’. 
life, by F. Tatham (1906). 

Prefaced to The Letters of William Blake, edited by A. G. B. Russell, 
1906. 

un mAITRe de l’art. blake le visionaire par F. Benoit. Lille (1906). 

william blake: mysticisme et poesie, par P. Berger. Paris (1907)- 
English Translation by D. H. Conner, 1914 - 

william blake, by A. Symons (1907)- 

Reprints a number of the early authorities. 

william blake, by B. de Sclincourt (i 9 <> 9 )- 

william blake, by G. K. Chesterton. (1910)- 

blare’s vision of the book of job, by J. H. Wickstccd (1910)- 
Revised edition 1924- Sec also the same author’s Blake's Innocence 

and Experience, 1928. 

blare’s religious lyrics, by H. C. Beeching, Oxford^ (1912). 

Contributed to English Association Essays, Vol. iii, collected by 

W. P. Ker. 

PAPERS READ AT THE FIRST MEETING OF THE BLAKE SOCIETY. 

Includes ‘William Blake the Practical Idealist’ by 
Macdonald; ‘The Teachings of William Blake’by H< 

‘Blake and Hampstead’ by Walter K. Jealous; The A 
Blake’ by Professor G. H. Leonard; ‘Blake’s Burden by F. C 

Owlett. 


Olncy (19 1 3 )* 
Dr. Grcville 
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VISION AND vesture. A Study of William Blake in Modem Thought, 
by C. Gardner (1916). 

See also the same author’s William Blake , the Man, 1919. 

blake and milton, by D. Saurat. Bordeaux (1920). 

Revised edition, 1935. Sec also the same author’s Blake and Modern 
Thought, 1929. 

WILLIAM BLAKE AND HIS POETRY, by A. Nicoll (1922). 

william blake: His Philosophy and Symbols, by S. F. Damon. 
Boston (1924). 

william blake. Studies of his Life and Personality, by H. G. Jenkins. 
Edited with an Introduction by C. E. Lawrence (1925). 

william BLAKE in this world, by H. L. Bruce. New York (1925). 

william blake, by O. H. Burdett (1926). 

In the ‘English Men of Letters’ series. 


AN INTRODUCTION TO THE STUDY OF BLAKE, by. . 

WILLIAM BLAKE. Creative Will and the Poetic Image, by I. Lindsav 

(1927). J 7 

Enlarged edition, 1929. 

THE LIFE OF WILLIAM BLAKE, by M. Wilson (1927). 

Revised edition with additional notes, 1948. The standard biography 

ongmally published by the Nonesuch Press. 

WILUAM BLAKE, by C. H. Herford (1928). 

the LIFE OF WILLIAM blake, by T. Wright. 2 vols. Olncy (1929). 

ON THE MINOR PROPHECIES OF WILUAM BLAKE, by E. S. Hamblen (l 93 o) 
See dso the same author’s The Book of Job Interpreted, New York! 

WILUAM BLAKE, by J. Middleton Murry (1933). 
blake, by A. F. Clutton-Brock (1933). 

TETTERS OF WILLIAM MICHAEL ROSSETTI CONCERNING WHITMAN nr 

SSSSf ^ “ d p “ — = ' 5S 

WIU^ blake-s cmcLB op destiwy, by M. O. Perdval, New York 
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A man without A mask: William Blake, 1757-1827, byj. Bronowski 
(1944). Published in Penguin Books. 1954- 

blake and rossetti, by K. Preston (1944)- 

A PSYCHOLOGICAL STUDY OF WILLIAM BLAKE, by L. A. D. Johnstone 

(1945). 

tracks in the snow. Studies in English Science and Art, by Ruthven 
Todd (1946). 

Contains an interesting study of Blake. 
fearful symetry. A Study of William Blake, by Northrop Frye. 
Princeton, New Jersey (i 947 )- 

the theology of william blake, by J. G. Davies, Oxford (1948). 

blake studies. Notes on his Life and Works, by G. L. Keynes (i 949 )- 
Contains a bibliography of writings by G. L. Keynes on Blake. 

English blake, by B. Blackstone. Cambridge (i 949 )- 

william blake, by H. M. Margoliouth ( 1950 - 

william blake’s ‘Jerusalem’ edited by J. H. Wickstcad (1953) 

A commentary on the facsimile published by die William Blake 

Trust. 

BLAKE—PROPHET against empire, by D. V. Erdman (1954)- 
blake’s illustrations to ‘the divine comedy’, by A. S. Roc. 
Princeton (i 954 )- 

blake’s pencil drawings (Second Series), edited by G. L. Keynes 
(1956). 

SYMBOL AND image in william blake, by G. Wingfield Digby. Oxfor 

(1957). , , 

blake’s illustrations to the BIBLE, edited by G. L. Keynes (i 957 )- 

the divine vision, edited by V. de S. Pinto (i 957 )- 
Contains a consideration of Blake. 
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